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ANNOTATION. 

ETUDE  IN  E MINOR,  Op.  25,  No.  5.  CHOPIN. 

Ttiis  study  might  be  called  a study  in  the  execution  of  grace-notes.  The  figure  or  motive  which  con- 
stitutes the  chief  kernel  of  the  piece,  starts  with  the  first  beat  of  the  first  measure  and  contains  a sixteenth- 
note,  followed  by  a dotted  eighth.  This  motive  is  retained  through  measure  20.  In  measure  21  it  is  al- 
tered hy  substituting  two  eighth-notes  on  each  beat,  and  it  is  again  altered,  beginning  with  measure  29,  by 
writing  the  suspension  as  a short  grace-note,  followed  by  a quarter-note.  This  makes  it  absolutely  clear 
how  the  grace-note  is  intended  to  be  played;  that  is,  it  is  played  with  the  upper  note  just  as  are  the  six- 
teenth and  eighth-r.otes  in  the  other  motives.  The  part  beginning  in  measure  45  has  a different  motive, 
inasmuch  as  the  suspension  does  not  form  an  integral  part  of  the  triplets. 

Many  places  in  the  piece  require  a wide  stretch  of  the  fingers.  The  practice  should  be  begun  very 
slowly,  employing  several  practice  devices.  We  explain  one  or  two  of  these.  First,  play  the  chords  at  the 
beginning  of  each  beat  together,  omitting  the  second  note  of  each  beat.  For  instance,  in  measure  1,  play 
DJ-B,  Fg-E,  AJ-G,  etc.,  each  with  the  second  and  fifth  fingers.  Next,  give  four  sixteenth-notes  to  the 
middle  voice,  by  repeating  the  two  notes  there  found  as  sixteenth-notes.  For  instance,  on  the  first  beat, 
by  this  method,  you  would  play  Df,  E,  D|,  E.  While  playing  these  four  notes,  hold  the  upper  note  as  a 
quarter,  and  then  move  the  hand  quickly  over  to  take  the  nest  two  notes;  of  course,  playing  four  six- 
teenths with  the  second  finger  and  thumb,  as  before. 

Try  at  first  to  make  the  melody  at  the  top  as  legato  as  possible.  The  notes  of  the  middle  voice  may 
also  be  reversed,  the  second  one  played  before  the  first  one.  We  may  also  combine  them  by  repeating  one 
of  these  notes,  thus  making  triplets.  For  instance,  D|,  E,  &f,  on  the  first  beat  of  the  first  measure,  or 
E,  DJ,  E,  and  so  on  for  other  beats.  The  notes  of  the  motive  may  also  be  played  by  combining  the  lower 
and  the  upper  notes  into  a melodic  figure,  say,  for  instance,  DJ,  B,  E.  The  order  may  also  be  changed. 
This  form  of  practice  will  be  quite  appropriate  in  the  part  beginning  with  measure  21. 

The  skips  in  measures  42,  43  and  44  will  require  very  careful  and  long-continued  practice.  They  will 
probably  best  be  mastered  by  conceiving  the  grace-note  as  written  in  eighth  or  sixteenth-notes.  A very 
useful  form  of  practice  here  will  be  to  repeat  the  grace-notes  before  making  the  skip.  They  may  be  con- 
ceived as  two  eighth-notes ; then  the  skip  should  be  made,  employing  all  the  knowledge  you  have  for  prac- 
ticing skips.  Some  people  acquire  the  ability  to  play  skips  more  easily  than  others,  as  is  the  case  with 
every  other  kind  of  mechanical  dexterity  or  technical  skill. 

The  melody  in  the  part  beginning  with  measure  45  is  found  in  the  left  hand.  This  melody  should  be 
very  carefully  brought  out  by  means  of  extra  pressure,  the  movement  of  the  harmony  in  the  other  voices 
being  transparently  delivered  by  the  player,  producing  continually  changing  sound  masses  through 
which  runs  a strong,  expressive  melody. 

Recitation. 

1.  How  do  you  practice  the  material  in  measures  42,  43  and  44? 

Ans. 


2.  Whence  is  the  right  hand  figure  work  in  measure  81  derived? 
Ans. 


3.  What  is  the  general  purpose  of  this  study? 
Ans. 


4.  Explain  one  method  of  practicing  the  motive  as  it  appears  in  the  first  measure. 

Ans, 


5.  Explain  how  you  would  practice  the  motive  appearing  in  measure  21. 
Ans. 
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